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ORGAN 


A strange name, even in these days of the off-the-wall name. It is an even stranger 
‘group,’ consisting of only one member, Jordi Valls. To date they have released three LP’s 
on their own label, World Satanic Network System (WSNS for short). | emphasize the 
plural, as Valls is a person of numerous, ever-changing personalities, as reflected in the 
diverse works he has produced. Thereforehe becomes they; and multiple‘enemies’ are 
more difficult to ‘fight’ than just one. 

Before having their records out, VDO had collaborated with both Whitehouse and 
Psychic TV. On the Psychopatia Sexualis LP by Whitehouse, Valls recites in his native 
Catalan (a mixture of Spanish and Arabic, | believe, also common to Salvador Dali and 
Luis Bunuel) to introduce each track on Side One. Thisis my favoriteaspect of the record, 
as Valls has a well-textured, flowing voice which makes it much easier to swallow 
Whitehouse’s over-the-top emphasis of sexual depravity and homages to murderers. 

With PTV, Valls also spoke in his native tongue on the aptly named “Catalan,” which 
had been included asa limited twelve-inch with the Dreams Less Sweet LP by PTV. Thisisa 
story of acar accident which Valls was apparently involved in. Heisalso listed asa witness, 
as many may recall, to the recording of Heathen Earth by Throbbing Gristle. Valls has 
been around for some time, but he’s now on his own —so watch out. 

As Vagina Dentata Organ, the first LP to be released was Music for the Hashishins in 
Memory of Hassan Sabbah, a recording consisting of forty minutes of wolves snarling 
through varoius studio effects; itis quite nerve-wracking. The LPisnowdeleted andvery 
difficult to find. 
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Cover Detail/Music for the Hashishins 


Hassan Sabbah was the leader of the cult of ‘The Assasins’ in medieval days. Located in 
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can be discovered about them in a book by Arkon Daraul entitled A History of Secret 
Societies. Originally published in 1960, it has since been reissued. Find it and learn, 
The second release by Vagina Dentata Organ, The Last Supper —The Reverend Jim 
Jones in Person, was an awesome picture disc; in fact its mere existence raised questions 
in the German Senate! Released in an edition of 912 —the number who died at 
Jonestown— it is quickly becoming unavailable. It is simply a recording of the last forty~ 
five minutes of the colony at Jonestown, Guyana, with Jones telling his followers: “Allit 
is, is taking a drink, to take to go to...sleep, That’s what death is, sleep,” followed by the 
anguished screams of the dying. It is quite interesting to hear the majority of Jones’ 
followers follwing him to their deaths, while Jones died not from Kool-Aid but froma 
gunshot! 

The mostrecent VDO albumis Triumph of the Flesh-The Pagan Drums of Calanda. Also 
a picture disc, it documents apagan/Catholic ritual in the Spanish town of Calanda. Every 
year the villagers pick up whatever they can beat with a stick, and drum, drum, drum for 
two days straight! First comes the blisters, then after the blisters, pop comes the blood, 
until the drums are saturated with it, changing the sound. Still they keep drumming, 
young and old alike. New blood on old blood. 

Supposedly VDO had taken partin the ritual, and asa tribute has released asub-edition 
of 30 with blood from (supposedly) their own hands. At one hundred British pounds it is 
quite expensive, although | have one that slipped through which was only $10! Either 
way, find it and listen to the ‘communion of sexual oestrum’ that exists within us all. 

On a ‘critic’s’ level, what | like most about theseLP’s is that VDO was not completely 
involved in them—they are “stolen;” thatis, Valls was notat Jonestown. Itis this “outside 
manipulation” that on an entirely ‘existential’ (the recordings exist, so why not putthem 
out) level that I find most interesting. 

The next release planned by VDO is an LP of “death rattle-the stertous breathing of the 
dying” which to me sounds like another classic —watch for it. 

For more information, contact me, Anthony Pradlik c/o Mad Platters Record Store 
1550 Central Park Avenue, Yonkers NY 10710; or RRRecords 151 Paige Street. Lowell MA 
01852. Or most importantly, WSNS PO Box 116 London 5DZ ENGLAND. 


DISCLAIMER 
This article was written with the complete cooperation of VDO, to whom | owe many thanks. If | 
write about others it will only be with their cooperation. | would like toacknowledge further thanks 
to the following people: Ron Lessard, Geff Rushton, Eva, Cathy, and Joel and Susan for putting up 
with me. 
—Anthony Pradlik 


QUESTIONNAIRE: 


Navid Tibet 93 


1) The music and concept of The Current 


The name was taken from the technical phrase used by Aleister Crowley to define his 
new religion, THELEMA: “the 93rd Current”. At the time of The Current’s formation, 
Crowley was a major influence behind the group; this was reflected in the name we 
chose. We also felt that Current 93 was an anonymous name, which was felt to be 
desirable. Although the Crowleyan inputs nolongerimportantin the Current,thename 
was kept. 

The music is religious music in the widest sense of the word; not magickal. “Magickal” 
is almost exclusively used these days to present a pretentious and pompous form of 
derivative sound, that has aspirations to areas it could not possibly hope to emulate. 

In the end, The Current’s music is amalgam of all the areas that | find to be the most 
powerful: Gregorian Chant, Tibetan Ritual Music, Armenian Chants of the Middle Ages, 
Japanese shakuhachi and koto music and so on. This is mixed with areas of literary 
influence: Lautreamont, Huysmans, Mirbeau, Soloviev, The Bible, Tibetan scriptures, 
Lewis Caroll, Bon texts and several other areas, 

Current 93 music attempts to instill in the listener a sense of melancholy grandeur. 


Il) Desired effect and atmosphere. 

Some of this has been gone into in the last question. | have no interest in Satanism as 
such: to believe in Satan, you have to be a Christian, which | am not. Occultism was dealt 
with on LAShTAL, the first single, and itis an area which I find tobe facile and much over- 
ascribed to. The unsettling effect comes about because that is precisely the effect that | 
look forin sound and art and literature. That which is uneasy makes us stronger. There is 
no philosophy: all effect is meantto be religious and moving-Faure’s Requiem comesto 
mind as a piece that achieves this almost perfectly-although The Current do not align 
themselves with any religion or movement. 


ill) Current’s position in UK. 

The material we produce sells in the US, Europe and Japan, andlast of all here. The only 
groups that | wouldalign The Current alongside would be Nurse With Wou nd, although! 
also admire the work of Crass, Annie Anxiety, Whitehouse, Coil and The Hafler Trio. 
Current stand alone: we are not part of any movement, nor would wish to be labelled as 
such. | couldn’t foresee a blending of melody and rhythm breakingintothe market place 
mainly because | have no interest in it at all. F bie si ai 


IV) Positive/ Negative feedback. 

The bad reviews usually come from major papers, the goodonesfrom magazinessuch 
as yours. There have never been any mediocre reviews; they tend to be violently’ 
dismissive, or extremely positive. That having been said, all musics which offer 
something new and powerful are dismissed by the established media, as they are 
chronically incapable of noticing a new force even if it vomited in their face. 


V)Live Presentation: ¢ 

Aswith the sound itself: very bad or very good. Reviews have beenall dismissive, as far 
as |am aware. | couldn’t really give a fuck. The best single incident was when I seta large 
crucifix on fire, smashed it to slivers on the floor and then threw it hardat the crowd. My, 
my: see the people scrabble for Christ’s legs, still in flames... 

The performances are completely improvised: we have only done two so far, in 
Brussels and Amsterdam. One consisted of myself and the violinist that works with NWW, 
and the other one of myself,adrummer, the violinist and Steve Stapleton. Novisuals were 
used, except in red and black. Complex vocal effects areused,as well as up to twenty pre- 
recorded tapes each with its own source. Future performances will be with Steve 
Ignorant from Crass, John Balance from Coil and Stapleton operating tapes. 

VI) How did group begin. 

We started about two andahalf years ago when John Balance and | werestillin PTV,and 
Fritz Haaman was still in 23 Skidoo. We booked astudio fora weekendand recorded the 3 
pieces that made up the first twelve-inch. It was not released till after | had left PTV. 

The relationship with NWW is as follows: Steve and myself are in both groups. With 
Steve's job is to suggest ways of effecting the sound and of fitting pieces together. He is a 
sound technician and an invaluable source of ideas on the basic structure of The 
Current’s sound. 

Steve’s “likes” are very different to mine: German musicoftheseventies; avant-garde 
such as Stockhausen, Cage; machinery; sexual perversion especially rubber; surrealist 
writings and so on. This obviously affects the way the groups differ. 


Vil)Politics 

!am motivated politically inasmuch as | loath politics of all types: especially fascismand 
communism. All dogmas are equally destructive, deceitful and full of bullshit. They are 
easy crutches for people to define themselves by without actually working the ideas out 
for themselves and thinking. Morons. | am very interested in situationalism and 
anarchism and nihilism, which | see as the negation of the political death-wish. 
Anarchism is an answer of sorts, as long as people realise thatthe change can only come 
from within. 

In terms af actual political involvement, | am closely involved with the Animal 
Liberation Movement. | have just put together a benefit LP for the Animal Liberation 
Front-whose slogan is ‘Devastate To Liberate’-who believein directactionagainstalland 
every organ concerned with the exploitation of animals in any form whatsoever. 


Vill)Music: influences and enjoyments 
The music | enjoy is essentially religious musicof various cultures; Tibetan ritual music, 


DAVID TIBET 


Mongolian vocal music, Gregorian Chant/Plainsong, Armenian Chant, Russian 
Orthodox music. Requiem music-especially by Faure, Berlioz, Mozart, Beethoven; 
Japanese shakuhachi and koto music, Zen music, Sufi/Joujouka music. Mussorgsky’s 
Songs and Dances of Death-vital. Palestrina. Gagaku-Japanese court music. Medieval 
organ music. 

Of contemporary music. Crass-greatest of them all! Flux of Pink Indians, Annie 
Anxiety, D&V, Coil, Leonard Cohen, some Nico’s early work, Whitehouse, Vagina 
Dentata Organ. The music that directly influences The Current is all the first half and 
Crass. I still like a lot of Simon and Garfunkel’s stuff... What constitutes the good fromthe 
poor for meis this; the good move me emotionally, they have acommitment that shines 
through their work; they believe in what they do. 

IX)The difference between United Dairies and L.A.Y.L.A.H. 

United Dairies was the label set up by Steve Stapleton and John Fothergill to release 
work by NWW and other experimental groups/people. L.A.Y.L.A.H. was set up by Marc 
Hirsig to release music that he personally felt to be excellent. They aren’t 
interchangeable: NWW are on UD, Current on L.A.Y.L.A.H., but will continue torelease 
records on each others labels. 


X)How I Subsist Financially? Classified 
John Murphy can’t answer the question as he is in Australia ...and no, | don’t answer 
any questions on PTV. 


X1)Miscellaneous Business 

The NWW piece about Samer alnewesaricenlaans (Tibet93)...twas tonguein.cheek, 
though you'séem to be one of the ‘ofily people to have realised it. Christ plays no partin 
NWW. He plays the role of PigFace Christus in The Current, crucified mutton chop of 
Galilee. The ultimate show-off now; his message having been corrupted by (as usual) 
money and politics. It’s not Christ himself and his ideas that I despise; it’s what he has 
been made into and what he now represents. 


XH) Future 

There will be selected and brief live worksin the world. There will be anew twelve-inch 
very soon with Steve Ignorant, John Balance and Stapleton, followed by a mini-LP with 
Coil on the other side entitled Nightmare Culture. Then we'll start work onthe next LP. 
NWW will have a book and LP out, entitled Alas, The Madonna Does Not Function Parts! 
& Il, The next LP by NWW is the already finished and released Murray Fontana Presents 
the Sylvie and Babs Hi-Fi Companion. 

Prophecy for the future: 

a)How can there be laughter, how can there be pleasure, when the whole world is 
burning? 

b)The sound of the bell echoes the impermanence of all things. The hue of the flowers 
of the teak tree declares that all who flourish must be brought low. Yea, the proud ones 
are but for a moment, like an evening dreamin springtime. The mighty are destroyed at 
the last, they are dust before the wind. 

c)The pure form which is haunting social space is recognizable as the death of men. Itis 
the neurosis that preceded necrosis, survival sickness spreading slowly as living 
experience is replaced by things, images, forms, objects as alienated mediation 
transmutes experiences into a thing, madreporises it. It’s a man or a tree or astone...so 
prophesied Lautreamont. 


d) Has it ever happened to you that you spat on a passing priest? Or wanted to burn 
down a church, chapel, mosque, or synagogue? 


e) We must not renounce our share of violence 


93 TIBET 93 London 20/111/1985 


—Moderator: Paul Lemos 
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Big City Orchestra: KFJC Cassette (Ubuibi c/o Das, KFJC, University of California, Santa 
Cruz CA 95064). On this cassette, BCO manages to radically alter the meanings/contexts 
of some conventional pop sounds—notthatthis is even remotely pop music, however; it 
israthera distortion of pop, or acommentary upon it. Various methods are employed — 
they can repeata gratingly cheery synth melody to the point of headache; or they create 
lurching, minimal music consisting of little more than a quiet melody and a repeating 
drum pattern. On top of nearly all of the music there are taped words/sounds which are 
often rather absurd. Duringonesegment the creators of this tape make fun of themselves 
(albeit with relative subtlety!); during another, Reagan is caught “admitting” a bluff. 
Repetition is often used with the taped sounds, as with the music, and the further the tape 
unrolls the more demented the sounds become. At its best the music on this tape can 
create a sense of utter, delighted confusion within the listener. BCO is one musical entity 
which shows that fun(ny) musicneed notbe meaningless trash; theirs is certainly far from 
it. 

Bozo Brigade: Coming To Get You (WGNS Secret Series, 4407 Rosedale Avenue 
Bethesda MD 20814). The music here (and it most definitely is music) varies fromaslinky, 
syfthesizer based, poppish sound to a more relaxed, guitar-oriented type of music. 
Much of it is somewhat stretched out and slow moving, though not in a bad sense; the 
slower less beat-centered songs tend to work better than the quicker ones. Atits best, it 
achieves a rather psychedelic, floating sound. Unfortunately, the lyrics are quite often 
the same sort of “meaningful” nothing-isms that prevail in psychedelia; fortunately they 
are usually not imposing if one doesn’t pay attention to the lyric booklet. This music has 
the potential to succeed on its own terms; some of itdoes, expressngaslightly unfocused 
sense of alienation and need for fantasy. But there also seems to be a lack of purpose for 
some of this; the sense of humor indicated by their three-part “rock opera” entitled “A 
Message to Today’s Youth” is not reflected in the occasionally overbearing seriousness 
that I find here. 


Bloody Mannequin Orchestra: Streetlights in the Dark (WGNS, address as above). This 
tape consists of live tracks, basement tapes, and studio recordings spanning BMO’s 
existence (I982-84). The recording quality overall is generally mediocre, though there is 
some variation; however, this does not detract from the quality of the music at all. In an 
odd way, it almost seems to add to it, perhaps because, essentially, this is a group of 
people who enjoy making music together. Part of its charm is in the low budget 
recording. To continue, BMO nearly perfected a noisy, trashy sound; not really punk, 
but not far away. They worked well within their limitations, often centering around a 
strong rhythm or droned/shrieked vocals. The sax, particularly, is a helpful addition, 
addng interest and color. Though nothing here is terribly innovative, this tape is at worst 
entertaining, and is actually preferable to their EP, Roadmap to Revolution, due to its 
casual charm. 


Dangerous Business, International compilation (K Cassettes, Box 7154, Olympia, WA 
98507) It is difficult to say much about this tape; it is so simple that it nearly defies 
interpretation/commentary. The idea is this: a collection of people singing, with no 
accompaniment (though Leslie Singer does cheat a bit). Three of these were recordedin 
Japan; two were recorded in 1961. Largely, it seems to be a product of its neighborhood, 
with most of the people here residing in Olympia. The sound quality is consistently sub- 
par, and the singers have voices of far from professional quality; while such things often 
detract from the quality of the music, this is a wonderful exception. The gilelessness of 
those particpating add to the friendly, human feel; one gets the feeling that the person 
taping and the person singing like each other. This is more a simple means of 
communication than entertainment; consequently, matters of musicality seem to have 
been of great concern to its creators. The feeling of genuine warmth thatcomes from this 
musicis, unfortunately, a somewhat unusual thing now; perhaps people in communities 
all over should make tapes like this. 


The Halloween Cassette compilation (WGNS—address as above). This is acompilation of 
mostly punk/post-punk/pre-punk styles of music. Most of the people in these bands, | 
assume, are fairly young (though that is certainly no excuse). Considering this, it is 
certainly a good thing that they are at least doing something creative; all this isdefinitely 
better than fretting over “manhood through sports,” the latest trendin clothingorsome 
other pointless drivel. This said, though, | very much wish that each of them could look 
for a more individual form of expression; generally, the instrumentation is the age-old 


guitar/bass/drums/vocals, etc. | often get the feeling that they are replacing one set of 
traditions with another, or mimicking the old traditions on a low budget. If this is 
unintended, perhaps these people should reflect on it a bit. | understand that to many 
kids, punk and its relatives seem to be the only “alternative” to the usual. This is not atall 
the case. If these people would explore the possibilities a bit more deeply before 
accepting the sonic rules thrown at them, perhaps today’s music (both popular and 
alternative) would be a bit less stagnant. 


‘Gregor Jamroski: Vagabondage (Sound of Pig Music —NEW ADDRESS 6804 Third 
Avenue Brooklyn NY 11220). Jamroski is all or part of the group Billy Club Puppet; 
naturally, comparisons to that group are valid, though a wider variety of sounds is used 
here. There is much repetition of high-pitched, grating patterns/sounds, though often 
this repition doesn’t seem to achieve much. The pieces meander, with no real 
identifiable focus and there is a near-complete lack of rising or falling patterns; rather, 
the sounds have no climax or resolution. In this sort of sound manipulation, silence is 
nearly as important as sound is. One thing that might have made this tape more involving 
is a conflict between noise and quiet; silence, well used, can add texture that otherwise 
would not have been there. The lack of tension or change often makes this music quite 
irritating fwhich, in itself, is not a bad thing, but there seems tobenoreason forthisandit 
may, in fact, be unintended). All of this combines to treate a feeling of emotional and 
intellectual distance in the listener; there seem to be no distinctideas or feelings thatthe 
composer is trying to communicate. Consequently, one may find it rather cold. 


If, Bwana: Sex, Insanity, Death (Sound of Pig Music, address as above). The title may bea 
bit misleading: the contents of this tape are certainly much more’understated than that. 
Generally these pieces involve the combination of patterns; some move in slow 
progression, some are steady and rhythmic, others shriek out at intervals. Usually, 
though, they remain somewhat constant, often having drone-like qualities. There isa 
certain similarity between all the pieces which, instead of being monotonous, makes the 
tape seem very cohesive. Its main achievement may be getting the listener to hear the 
changing pulses of sound and the relationships between the many shifting patterns, thus 
drawing the listener in. Generally, hearing theinterlocking patterns unfoldis fascinating 
—there is a depth of creation here that may not be apparent at first. 


Swallowing Scrap Metal compilation (Gut Level Music, 83 Intervale St. No. 2, Brockton, 
MA 02402). This tapeis notreally the watershed thatsome may proclaimitto be —instead, 
it is something of anyencapsulation of the state of “industrial music’ (for lack of a better 
term) in the mid-1980’s, While not all of it is brilliant, there is nothing here that is wholly 
wretched (which | must admit could have been interesting). Many of these pieces are 
quite powerful and even intricate. Controlled Bleeding have a bit that, though long, 
manages to hold the listener’s attention for most of its (almost) ten miutes; 
Borbetomagus go on for over 13 minutes with a compelling (and occasionally amusing) 
live piece. Though some of what’s here may descend into cliche or pointlessness most of 
itis highly inventive, focused, and above all, powerful. 
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AUDIO LETER: 


The spectacle, like modern society, is at once unified and divided. Like society, 
it builds its unity on the disjunction. But the contradiction, when it emerges in 
the spectacle, is in turn contradicted by a reversal of its meaning, so that the 
demonstrated division is unitary, while the demonstrated unity is divided. 
—Guy Debord/Society of the Spectacle 
Siva and Kali act as our mentors —the destroyers for the purpose of greater and 
more flexible uniting. Re-member, the word Apocalypse means to un-cover, 
strip away, stand naked, reveal. 
: : —Sharon Gannon/announcement for Salon Apocalypse 
Howis it that the true nature of improvisation seems to open our furthest recesses, but 
all we want to knowis how entertaining itis? Whatis it that makes us fear experience and 
true spontaneity? Something about art in its creation stage —as process— reveals to us 
our true biological nature, but we often opt for the finished product: the painting; the 
sculpture; the film. Famed art-rock guitarist Robert Fripp believes (or used to) that the 
momentof live performance is sacred, and not to be recorded, but he does notdrawthe 
line at exploiting the recorded performance into dance remixes (“Sleepless” single, King 
Crimson, 1984). Somewhere between these poles must be a point in which live 
performance ceases to be ‘sacred’ and becomes instead a locus of 
creation/entropy/apocalypse. - -* 

Formerly based in Seattle and now in New York City, Audio Leter’s musical and 
philosophical evolution is quickly approaching a span of five years. Guitarist and singer 
Sue Ann Harkey and lead singer/violinist Sharon Gannon have charted the physiological 
pathway of people through a music which transcends every category to become pan- 
cultural. In their earlier shows, recorded on the debut cassette Audio Leter Live (May 
1981), one can observe the origins of their stylistic growth. With fellow players Jeff 
McGrath, Bob Jenkins, Helena Rogers, Rick Hazle, James Husted, Deran Ugly, Paul 
Hoskins, and Eric Muhs, a sometimes unsteady meeting took place between garagestyle 
rock and raga-esque configurations of rhythm and tabletop guitar. In her early lyrics, 
Gannon referred to the wayward conditions of humans and their social interactions, but 
without the force of later writings, which concentrate upon human inner-actions. 

To Audio Leter, the reevaluation of communication is essential. Each performance is 
still identified solely by its sequential number (as of this writing they have logged about 
seventy shows), partially because of the origin of the term Audio Leter. As Harkey has 
frequently explained, Audio Leters are the handiwork of Dr. Beter, a “conspiracy 
fanatic” who, in his sequentially-numbered series of cassette reports, has exposed 
everything from the SALT talks to the “swine flu hoax” as being the work of Russians. He: 
contended that many world leaders are actually Soviet manipulated “robotoids”’ 
including David Rockefeller and Henry Kissinger. Beter’s constant prophecy of nuclear’ 

-devestation, of apocalypse, makes him sound as if he’s been sipping malts with Herbert: 
W. Armstrong... 

When Mats Leter communicates there are no package deals; the ideais notto preach 

or to prescribe tactics of survival but first and foremost to expostulate upon the quality of 

our present continuance. “We Speculate on Our Urgency,” writes Harkey in July 1984: 
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in our urgency... 
only as active pacifists 
can we achieve peace 
for them, for us...” 

What is the urgency of the human species but the singular complexity of its 
perception? When, for example, makers of American independent music attempt to 
organize their perogatives, we come up against not only obvious but subtle distinctions: 
personal expression versus “entertainment;” versus “art;”’ versus conventional 
“beauty;” versus permanence; versus private secrets. As we determine which 
information to present and which to withold, we use our reasonining faculties, which at 
once assemble our thoughts into categories. But as we distance these thoughts from us, 
externalizing them into sections calle ‘good/bad,’ ‘black/white,’ ‘male/female,’ so do 
we expose a great failure of independant musicians today —the inability to organize, to 
find strength in a unilateral coalition (“To organize is to separate”-SAH). 

In such a union may be found the strength to analyze the perogatives —those which 
may well explode logical perception and concrete reasoning. Here the claim is 
reasserted that improvisation transcends logic and begins to resemble/reassemble the 
biologic processes of functioning. 

“Is it reasonable to assume that one of the functions of ‘art’ is to dissolve those 
cultural and psychological factors thatimpede the evolution of a givensociety? 
Unfortunately ‘artists’ tend to concentrate...on only the problems that stifle 
their ‘own’ evolution... A personal revolution is a private transcendence of 
history, but a collective revelation is an apocalyptic event that can abolish his- 
story... The alienation of the artist from society perpetrates the view of art as 
separate, as a commodity of entertainment, allowing artists to shroud 
themselves in mystification... The artist is the maker of the images out of which 
the society’s thoughts are made... The artist is a political force, letit NOT be an 
unconscious one, one easily manipulated back into the demands of a society 
bent on keeping its members ignorant of life processes. THE REAFFIRMATION 
OF MYSTICISM IS IMPRACTICAL ART... We as human beings are ata criticial 
‘point’ in the evolution of this planet and all its life forms. Itisour responsibility 
to dis-spell the ignorance that keeps us a-part from the great knowledge of the 
relationship among all living beings. ONLY ASA BAND OF ARMED POETSARE 
WE TO EVER HOPE TO OVERCOME EVERYDAY FASCISM.” 
—Sharon Gannon/announcement for Salon Apocalypse 

The Salon Apocalypse is a monthly convergent point of like andunlikeminds, offering 
—as Gannon says— “the potential for the evolution of group consciousness.” Such a 
collectivist spirit may be the best hope of the artistic being. At the Salon, thick points of 
perception attempt to be picked apart and made plain, while a physical understandig of 
the self is brought about through yoga (“yoga means to unite”-SG) and group vocal 
exercizes. If ever one doubted that music is the body, and vice versa, such exercizes lay 
the doubts to rest. Music IS the biological response; the external reaction to processes 
and change. Gannon speculates upon the inseparable nature of Improvisation and 
Alchemy (the “science” of change; of processes) in an essay included in later editions of 
her text freedom is a psycho-kinetic skill: 

“Improvisation employs the active being in the act of being (re-creating). Itisa 
synthesizing, a uniting (syn: means together. plus thesis, which is from the 
greek word tithemi meaning place). Sotosynthesize meanstobe in the place of 
togethering... WITH togethering... Improvisation is not dis-play, which means 
no-play; it IS PLAY, actual experience.” 


ANALYSIS & 


APOCALY 


Closing this essay, Gannon powerfully interprets the importance of aural matterin our 
.society, in which improvisation plays the most natural part: “MATTER IS SOUND 
SLOWED DOWN SOTHAT THE EYES CAN SEE IT.” 

Critics of Audio Leter protyest either pretentiousness of the “message” or an inability 
to distinguish between Gannon and Harkey. While it makes sense that there would be 
ideas shared between them, itis Gannon who writes the lyricsand Harkey who speaks for 
the band by mail, in interview, and even by telephone. Harkey’s investigations more 


» frequently examine the omnipresent roles of imperialism and bureaucracy in everday 


life, never forgetting that people are the bureaucracies, are the leaders, are the gods — 
the image-makers. This rather existential angst is explored in her January 1985 essay “We 
All Be Being History Now.” 


“The ghetto exists because Park Avenue exists and vice versa. To be rich or poor 
is flatly accepted as reality in América, along with eating meat, Gucci bags, God, 
and the arms race... Throughout all cultures and standards of living there are 
values we all comprehensively share —if not in desire, in ideology... Will our 
anarchy have an economy? Does fairness imply the availability of products to 
the populace. Is the having and wanting of things our motivation for freedom? 
How are our concepts of freedom just the distribution and redistribution of 
things to be possessed and repossessed; and will this desire be enough to 
inspire production? If so, then why?” 

The point of these questions is to expose the underlying possessiveness of our so- 
called freedom. Have we not always been told that it is not the freedom to want, but the 
freedom from it? The chances are that both choices are ultimately hypocritical, but here 
again the terrible separation, the duality, of human desire is exposed; it is the quality of 
our desires which has slipped and become compromised. “Opposites,” Harkey adds 
here (literally to my ms), “make up the whole.” In a culture which seems to strive for 
homogenization (be we human or yogurt?), it is crucial to remember those diffrences 
which bind us together. 

Perhaps Audio Leter has been called pretentious because what they say cutsalittletoo 
close to the truth, or because it takes a little longer to understand. One of the toughest 
pills to swallow may be this; that we have stripped ourselves of our basic dignity, of our 
ability to moldreality—mostimportantly, of our ability torecognize our own powersand 
energies; our PRIMAL ESSENCE (“What was your original face beforeyou were born?” — 
DT Suzuki/An Introduction to Zen Buddhism). 

Souls adrift... Gannon, who has studied mystical arts as well as modern orgone theory, 
extrapolates upon the nature of potentials and power in freedom isa psycho-kinetic 
skill: 


“Few people make reality, consciously. Few people make new reality; making 
is activity. It is the forming of form, it is form forming. It is being with. Itis will, 
merger, love. People are afraid of being destroyed, or change, or being with the 
life force. There is much separation and degradation of natural life processes. 
Culture is concerned with the dominance and manipulation of form, not in 
unity to make newreality; notin creation. Only knowledge of the life processes 
can dispel, can liberate. 

“The life process, the process whereby form merges into form is sexual; its 
base is separation for the purpose of creation, division for greater unity. 
Creation is orgasmic. The seer becomes the seen. Love is merger. 1+1=1.”—SG 


' Part of the making of the moment, of molding it away from its naturally arbitrary state 
(the condition in which new forms rarely arise), is producing true spontaneity within 


music. Aside from some performance works featuring Gannon and the multi-talented 
David Life (to be discussed later), and a pre-recorded and manipulated tape used in 
Audio Leter #26 entitled “Transcendence,” Audio Leter utilizes few effects, and often 
none, Gannon’s Echo-plex, which has allowed her to loop her voice at the tap ofapedal, 
has received more limited use in recent shows, forcing her to examine each musical 
moment with new lyrical material, half-remembered, half-improvised. Each lyric finds 
itself in a different surrounding with each new performance, thus altering the shape of its 
existence/form. The moment exists before its reification (solidification) in our minds, 
but improvisation needs to act one step ahead —this is a physical discipline that mostare 
unwilling or unable to do. Weare notwilling, in typical fashion, to accept whatis, without 
possessing it into a preconcieved image. (“When all know IS, why make it?”” —SG). 
Improvisation can help to break such conditioning in a way that automatic writing, for 
example, can not. Sound exists before words; the communication is more primal and 


direct —again, the primal impulse/prima facie. 

Admittedly such conditioning —thatof possessiveness— isdifficulttobreak. Weareso 
detached that we can now only identify the primal impulse painstakingly, as through 
psychoanalysis (for more on the subject, reread “Music: The Way of Return” by Herbert 
Whone in A/a #6). But it is also true that rational processes can be successfully 
confounded by the simple, lyric beauty of a folk song oraserenade. The hungry, breathy 
elegance of the tribal wooden flute is something which its sleek, silver cousin can never 
hope to surpass. After her work with Children of Kellogg, Harkey’s attentions asa soloist 
have turned to the medieval and eastern folksong (given the zitheresque texture of the 
tabletop guitar in open tuning). Hercassettes have increasingly bridged the gap between 
the improvisatory and the structured (such is the legacy of jazz in ts uncompromised 
form), although she prefes to compose lyrics ahead of time, and apparently on paper. 

“Desires that are sincere are easily achieved 
Achievement is knowing the need and so believed 
Believing is without doubt and there for the meaning 
The meanings that we question so often we’re confused 
Confusion brings on doubt and stops you from what you do” 
—SAH/“‘Desires” 

That lyric comes from thé cassette Listen, Little Man! ,which includes the track “Kind of 
Think,” a permutation poem based upon painter/author Brion Gysin’s twenty-five year 
old formula for “Junk is No Good Baby.” The paperwork for permutation poems must be 
tremendous. Her next cassette, Nothing is Someting, often attacks the fallibility of 
perceptions directly, as with “We Can Only Perceive Our Own Perceptions.” 


“Conclusions to what we see as the truth 
Convictions to what we had already conceived 
We take for granted our being alive 

We have to sense the senses 
The wills will willingly suffocate 
Realm of Reality Resistance to Rage 
Mass reality which excludes most of reality 
We have exiled our senses...” 

In a world where “Sex is Dis-Ease,” “Civil-lie-zation,” and “Time is not three things; 
but one,” whatwe needis tobe dispossessed of our possessive impulses. As we griptoour 
notion of time as a singular and sequential whole, moving from from start to finish, 
Harkey reminds: 

“History is already happening 
people cannot see the evolution 
because they're caught up in the motion.” 

What is needed is a body of “artists” who will speak for our new perceptions of time 
and space as the ultimate unity. Time is not horizontal; it is not vertical. Itis non-linear. 
Audio Leter represents City-zens for Non-Linear Futures, whostatesin its catalogue: “To 
begin with a perfect state, you don’tbegin withastate.” CNLF is fortunate enoughtoown 
Patio Table Press, which remains in the hands of friends back in Seattle. Inaddition tothe 
Gannon text they are the publishers of Patio Table magazine, which over three issues in 
perhaps four years has printed many challenging political statements from Harkey, 
Gannog, and their friends and associates. Cultural exploration and exploitation are 
discussed closely enough to each other to actually become the same thing. This 
magazine is carefully prepared and innovatively packaged, and is worthy of more than 
mere passing attention. Finally, Patio Table Press is the publisher of two softcover 
editions by Steven J. Berenstein, Hermoine and The Wraith. 

In recent live performances Audio Leter has worked with guitarists Chris Cochrane 
and Robert Hinrix (creator of two cassettes for CNLF), with bassist Fred Chalenor, and 
with noted jazz drummer Dennis Charles (a duet between himself and violinist 
extraordinaire Billy Bang is currently available on HAT Records —surely the best name a 
record label could have!) in variouscombinations, as wellasalone Certainly Audio Leter 
has worked with such instruments before (as well as with saxes, trumpets, steel drums, 
flutes, and even synthesizers on occasion), but it seems that their sensitivity to rhythm as 
well as to ethnic styles has become more markedly acute; and with the help of Chalenor 
and Hinrix especially the handling of material has become sharper and more adept. 
Atonal improvisation always has the potential tobecome atoncesublimeand humorous, 
as well as the reverse, but with their work and with that of Dennis Charles, shows#65 and 
#66 have a charged current to them which burns through even oncassette. There are 


also the three cassette releases by Gannon and Harkey; the latter’s / Tell You Everything, 
Just Not Out Loud, Gannon’s Festival of Lights with David Life, and Audio Leter’s In the 
Green Night (could Audio Leter have their first vinyl on Ron Lessard’s double-LP box 
sampler? Wait Nsee...). The group’s cassette begins with the entire set of Audio Leter #43, 
performed at ABC No Rio on Easter Sunday 1983. Incorporating ‘songs’ named ‘‘Bali 
High,” “Close Your Eyes,” and “A Dream Within a Dream,” one can see how 
performances tens to actas rituals of self-investigation. Gannon admits that some of her 
best ideas emerge in the moment of spontaneity, of improvisation. From this set, which 
may have been their first after moving to New York City, the tape features “A ‘Lot’ of 


this track directly assaults our perception of time as discussed earlier: 


“We all have a lot of time 
...a lot...like a sectioned-off area...a lot 
this would mean that time is a place... 
an area...that time is space... 
so we all have'a lot of time and we all have a lot of space” 

Extremes of reason are exploded in the piece “Is There a Difference Between Yes'and 
No,” from Audio Leter #51 (a portion of which previously appeared on the Sound of Pig 
compilation Pursuit of Happiness). Also featured is “Sold Your Boy,” their own 
perversion of the love ditty “Soldier Boy” (“An army in reserve is like a broom in the 
closet” —SG). Here the juxtaposition of images, like that of the original Surrealist 
meeting between an umbrella stand and an operating table, discloses what becomes 
obvious in performance —the warm and sharply satirical edge of Audio Leter. Analogy 
frequently becomes humor, as can a well-timed “boing” of the guitar, orthe “sloorp” of 
a slide whistle anywhere at all. Improvisation can be considered the moment in which 
ideas are actualized and perceptions are overwhelmed —in which his-story/her-story 
actively occurs. Guy Debord, in his text mentioned at the top of this article, refers to the 
history-creating experience of the present as the making of the spectacle; and with guest 
guitarist Hinrix the text is commemorated in an extract from Audio Leter #54. 

“In the green night/underneath the neon light...” 

In the title track, performed during AL #57 on July 26 1984, one can observe thate 
Gannon’s vocal style has evolved towards a loose exploration of Tibetan tonality, as the 
rhythm of the breath is controlled and controllable by the Sanskritsyllables SA RIGANA 
PA DANI SA. This style contrasts with her earlier oratories, which were more western in 
execution. The cassette concludes with a nine-minute, improvised film score recorded 
in November 1984, and with a cut-up of an oratory recorded during the special AL #33, 
subtitled “Sex is a Dis-Ease” (other work from this general period can be heard on the 
1982 cassette Inventions/Romance of Entropy). 

Harkey’s cassette | Tell You Everything, Just Not Out Loud may stand as her most 
exquisite work to date, and as featuring some of her most important work. It isa meeting 
place for sturdy improvisations and for intricately structured folk songs —both styles 
being as modern in design as they are rooted in the musical traditions of antiquity. 
Beginning with “Loch Nest,” a duet with Carbon leader Elliot Sharp (recorded as a dub 
collaboration), Harkey plays an Indian zither called the swarmandel, and a Chinese 
drum-string instrument. These soundmakers, with the bell-like resonance of a guitar 
played with mallets, swirl in the theme-and-variations style of the baroque era around 
the sax and clarinet of Sharp. The duet does not have quite the cohesiveness of a live 
collaboration; however Sharp does show care to remain within the thematic framework. 
The Harkey solo “Kinetic Harmony” follows, with acoustic guitar, struck and bowed bass, 
and vocals: 


“Energetic conversations composed of light 
With sight we see the presence of empathy 
Through our eyes we sink —the pupils calibrate 
in sharing of another being 
The profoundness of the statement 
Cane at me from an ark...” 
In the folk song tradition, Harkey is adept at framing her ideas within the more fluid 
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context of “poetry,” that is in a kind of symbolist application. “We Speculate on Our 
Urgency,” previously excerpted here, is a duet between Harkey —with vocals and 
mandolin— and the guitar of Chris Cochrane (who has participated in AL performances 
#50 and #61). Following this, in a duet between Harkey and the harpist Zeena Parkins 
(now of Skeleton Crew), SAH excersizes a more aggressive and even minimal 
improvisatory style, while Parkins’instrument rings with the clear beauty of carillon bells. 

Robert Hinrix again plays an important guest role, as a performer on three tracks — 
“Om-Mobile;” a duet for guitar and harp; and “Intent,” in which he plays flute as wellas 
being the composer of the lyric: 

“The tendency of intent 
another day spent 
another moon arisen... 
another day driven away...” 

Fred Chalenor guests with bassin the dub duet “Approaches,” which lends excellently 
despite the difference between starting and completion dates: “11/83-2/85.” Harkey 
wisely selected to close the cassette with the dramatically sober “Cause and Effect,” an 
elegant political statement within an almost grey ambience (these adjectives are losing 
their spice!) of “bowed twelve-string guitar, mallet bass,” and bowed bass. In a 
mesmerizing and nearly inflectionless voice, she reveals the implicationsof political and 
personal actions carried out within the duality of ignorant perceptions: 


“We are a civilization focused on 

the effect and not the cause... 

it isa temporary society, so busy— 

with a short attention span 

We can only deal with singular issues 

it’s not meant to comprehend 

the connection between Animal Liberation 
and Ethiopia’s starvation 


The emphasis is on expertise 

To do one thing: to be one thing: 

and so to the artists we are considered 
political people and to the political people 
we are considered artists.” 

It has not often been admitted that the arrogance which artists harbor towards each 
other is the same snobbery which uncreative people —politicians and status quo 
seekers— harbor towards those whom they identify as artists; creative people; 
visionaries. Would it not seem that a ‘me-first’ attitude among artists, above and beyond 
economic necessity, is a result of the taint? What exactly is the refusal to recognize the 
sincere labors of others, even among ourselves? It would seem that the bitterness which 
emerges even when one cassette artist ‘reviews’ the work of another has no place in the 
context of independent projects. Those who are able to evaluate the merits of two sides 
Oba dispute are chastised for not siding with the right people; thus our visionisnarrowed 
forcibly. Clearness of vision has become associated with the narrowest of insights—with 
tunnel vision. It is not ‘kosher’ to observe the parallels between political or corporate 
structures and organic responses. We protect ourselves by establishing that 
governments are somehow apart from ourselves (regardless of appearances), and go so 
far as to be judgemental about the forms which art takes; declaring not which varieties 
are more personally appropriate but which ones are “better” and “worse” —this ina 
field in which perogatives MUST differ from those of the “mainstream.” Clearly those 
who preach the opening of eyes and minds do so without recognizing the duality of “me 
versus you;” “us versus them.” Vision is forged when masks are removed; enough of the 
masks which undo vision. 

“We are the image makers —we ARE the gods.” —SG 
The highest ‘acts ‘are those’ of transcendance:'As we sweep beyond limits,-the 
boundaries which explode are not external at all, but internal. One becomes two, two 
become all, become One. And sotranscendance is acollaborative act, lifting species into 
a collective apocalypse of revelation. In Gannon’s and Life’s Festival of Lights, an 
*exhilirating and chilling documentis created with the barest of tools, crystallizing in pure 
form the ideological approaches of the two —Gannon with her focus on ‘the body 
metaphysic,’ as it were, and Life with his darkly Catholic sense of concreteness, of music 
and sex as aesthetic, of tenements, of drugged bodies racing headlong for oblivion. Itis 
the intersection points of these two ideological approaches thatbeam energetically; the 
mix of vocal drones, blistering violin, and bells like the stage on which an erotic ballet 
takes place (specifically, their “Doublenest” and “Tantric Duets” performances). 
“All meaning begins at an angle, the intersection; the ‘problem’ then is 
one of Geometry.” —SG 

Festival of Lights is the angle, the intersection, the locus at which consciousness 
explodes. 

“By becoming both the questions and the answers; by refusing to 

commodify our existence we all could be revolutionary pioneers, not 

only bound but unleashed through our own cultural manifestation.” —DL 

Gannon, stating more purpose than goal, states the aspiration “To become so dense, 
we are transparent.” Like the waves crashing against each other instead of the shore, we 
face a turgid, inner war. The work of Sue Ann Harkey and Sharon Gannon is the 
recognition of response-ability; the ritual of psychic and physical self-investigation 
through the ancient models of Siva and Kali, of Isis, of Kronus; the spirit reexamined and 

reified (made internal) as a process of renewed strength between lost souls. 


OOOCOWITH THEIR MOUTHS OPENODOOOO 
In an abortive interview conducted with Audio Leter in early 1985, Gannon and 
Harkey discuss the improvisative method from the inside, with a further insight into 
some of their ideas. 


A/a: How did you decide to come here from Seattle? 

SAH: | like cities —dense, urban areas. | feel very safe in dense, urban areas. | don’t put 

faith in small-town law. 
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SG: We were really fortunate that Sue Ann was able to sublet, and that’s what made us 
come so quickly, so easily. 

A/a: Now that you're here, it’s important to build up a... 

SG: A network. | work to meet other people with similar projects andideas. We’ve done 
quite well, considering. 

SAH: There are places where we’re more comfortable. There’s a cameraderie too with, 
say, ABC No Rio people. We've played there more than anywhere else. 

SG: It seems that people in New York have more tolerance or a supportive attitude 
towards anyone whose thinking has any kind of idea; who wants to manifest the idea; 
instead of arguing with them for the validity of the idea. There’s a lot more support for 
creative pursuits. When we first played at the Life Cafe, the respect that we gotthere and 
everywhere was very odd to me. That was more interesting to me than anything else. 
A/a: I'd heard that the responses of the Seattle audiences were kind of strange. 

SAH: Well, we were playing in rock clubs to rock audiences, and we were rock and 
polycultural improvisation. They were never really exposed to improvisation, and they 
didn’t quite understand it. 

SG: But in New York and especially down here (on the lower east side), you have an old 
jazz community; you have a whole poetic atmosphere. 

SAH: There’s more experience. 

SG: And things aren’t so held on to; you’re notso steadfastly judged because things are 
mnore changeable. Buildings fall down, things fall down continuously; and people’s 
work is treated the'same way. 

SAH: People come and go, and make friends really fast in the city. 

SG: There’s an air of, doing the best you can to create a supportive atmosphere for the 
people that you know. Whether it’s a performance situation or it falls into other areas, 
like discussion groups —the meeting, collecting of people. This instead of a hostile 
atmosphere: “Whatare you doing? Why are you doing this? Do you really think thisis the 
correct thing to do?” 

SAH: “Do you KNOW what you’re doing?” 

A/a: There’s still plenty of that, though. Much of the audience’is outside of the city. 
SAH: The audience for Audio Leter is in Indianapolis, and Georgia, and Boulder 
Colorado, and Santa Cruz, and all those independent radio stations (KAOS-FM of 
Olympia Washington braodcast Audio Leter #38 in 1983), and whatever other contacts 
we've made through the mail. 

A/a: | always wonder about the research materials that go into your pieces of writing. 
SAH: | think our resource is direct experience. 

SG: | like doing research, discovering other people, other philosophers, other aspectsof 
knowledge; but it’s only because | feel that | want to have a conversation with someone 
along the same lines as | am. I think that | read and gather information in a synthesizing 
kind of way; | like to touch all sorts of sources simultaneously. Reading three books at 
once is how | usually do it, as well as keeping an idea for weeks until everything comes 
together. 

A/a: There’s something like a fine line between poetry and information. 

SG: | don’t know what your definition of poetry is —or information, for that matter, 
A/a: Well for example, like presenting ideas on Egyptian and Greek mythology that 
perhaps others aren’t as well acquainted with. Like recalling Isis in AL #61. 

SG:A long time ago, since | was a child, | was fascinated by Egypt. Not so much a 
fascination as a fantasy, when | was younger. I didn’t really read or study much of it; but 
I’ve always been intrigued by words and riddles. The word Isis, is just the 1S/1S (literally, 
“AND SO”). I'm trying to understand the basis of consciousness, or the nature of it, and 
so | approach it on all different levels: biologically, researching the mythologies of the 
peoples and the cultures that we know of. Our own, contemporary society —why we do 
the things we do. The source roots of words and behavior: | want to knowhow the brain 
works, because we are not much morew than the brain and the nervous system. All the 
rest is tokeep themrunning. We can only see the limits of our own perception, andso the 
next step is to expand those limits. Now, IS/IS | just found very clever before I knew very 
much about Egyptology, or that there was a goddess Isis. |admit | haven’t done really nit- 
picking study —!’m not like a scholarly expert on Egyptology— I’m always discovering 
things that correlate to what I’m doing right now, and it backs me up. I’m interested in 
physics, and physics has to do with what I was just talking about. It’s very important to 
study what has occured —the mythology, the culture. 

SAH: I’m interested in sociology. 

SG: Sociology is all about it...the archaeology of the past was the sociology of thattime. It 
all has to do with how living forms are arranging. The nature of improvisation tomeisan 
exciting tool as far as intuiting information. Ideas, a synthesis of ideas, come to me while 
doing a performance; things that | might not have understood before. It’s through the 
actual activity of playing, and opening my mouth, and making the sounds, that | learn 
things about what I’m thinking. It’s like doing a painting and then stepping back and 
looking at it and discovering. It isn’t like | already know these things and I’m coming to 
the microphone ta tell them; it’s more like I’m a student as well, and experiencing it. 
SAH: Everything in daily life is improvisation; it’s a process. 

SG: Reciting something that you've memorized and kept in your memory for fifteen 
years can be an improvisational act. 

SAH: Because, once it was created, and improvisation is creation. 

SG: It’s new every time. 

SAH: Once you create something you can say, I'll hold onto it for a while and doit again 
and again. There’re new connections to be made whenever you put it into a different 
space and time. It’s a totally new set of possibilities and potentials. 

A/a: | wanted to ask you about Audio Leter #33. 

SG: That was “‘Sex is a Dis-Ease;” it all has to do with “I am purified in my Double-Nest,” 
and Patio Table being half of a square —it all has to do with the nature of the third 
dimension as dual. Dis-ease means ‘not-ease.’ | did thirty-three etchings for the show. 
A/a: Do you have an interest in numerology? 

SG: | have an interest in everything. 


((“...Art/Society/Sex will be outdated ideas...” 
See”)) . 

A/a: | was thinking that if you take out art and sex, can’t you take out imagination also? 

SG: Well there would be no need to /-magine. You will Be. Butyousee, I’m talking about 

a very utopian situation; a situation in which there’s not just the third dimension. I’m 

speaking in terms of physics and metaphysics. 

A/a: Obviously when you say “Art,” you're talking about a society that has to make this 

distinction: “This IS art/this IS not.” 

SG: Well, art is the retelling of what already is. It’s an expression. 

A/a: A set-aside communication. 

SG: It’s when one individualized, separated aspect says, “This is what! think aboutthis,” 

and another says, “This is what / think.” It’s retelling the impression in our minds. 

A/a: Then you say, Sue Ann, “...to the artists we are considered political people and to 

the political people we are considered artists. 

SAH: That’s because they can only see their own perceptions; they can’t see the artist as 

being political, or the political person as being artistic. You have one thing or the other; 

but the two of us work in all mediums. 

SG: That’s the foundation of our existence in this lifetime. We are devoted to 

synthesizing information, and as we all know, the world is based on analyzing, on 

separating. We are separate beings. There’re separate tables. This is what’s called the 

third dimension, in physics. And it’s because we don’t have much concept, far less actual 

activity, in other dimensions. We restrict things to the third dimensional reality. And so, 

to get to ‘For the Society of the Spectacle” (from freedom is a psycho-kinetic skill), 1am 

talking about a nirvana-like stage when | say that; a classless society —not the much-used 

“allas one” kind of thing. 

A/a: My own feeling is that people misinterpret someone like Artaud in that, it isn’t that 

he was trying to represent any kind of utopia but that, in creating the spectacle, there 

would be an energy of the action which would be utopian —there’s no such place as 

Utopia. 

SAH: Utopia is an image. 

SG: That’s at the base of what I’m talking about —that we have to keep reminding 

ourselves, and each other, that things are moving; and that things appear static and 

stationary only because we choose —and it’s our choice to perceive them that way. The 

world exists as it is because there is a people who say it’s one way. | mean, you have to 

agree that there’s there’s a chair there for you tositdown,and I’magreeing withit. BASIC 

perceptional agreements like that. 

SAH: But we don’t have to agree thatwe’re carnivorous, or that we have touse hair sprays 

and aerosols; and we don’t have to agree that thisis reality, and thisis the way itis,andthat 

there’s fear and war and death... 

SG: But even more than that, we don’t have to agree that this table is all that thereis; that 

the third dimension is all that there is. And if we can plasticize the third dimensionalittle 

more, | think, we’d move along. 


—SG/“Yes They Can Look at What They 


A/a: | was also thinking that we could turn one of your statements, “When all knowIS, 
why make it?” around to “When all make IS, why know it?” 

SG: That's right. I’m talking about a utopia where everything is a play-ground. 

A/a: The way | have it turned around, you reach a state of working in which yéu don’t 
have to sit back and think, “I’m working now” —you’ll be working. Once you're thinking 
that you’re working, you’re not working anymore. 

SG: That’s the difference between knowledge and understanding —understanding 
implies that you’re away from it; you’re standing-under, objectifying. Knowledge is 
becoming-with. 

SAH: That’s when you take the word understand literally. But most people define 
understand as something different. 

SG: All understanding is objectification, though. 

SAH: So you're just taking it literally. It’s very important what you take literally and what 
you don’t. 

SG: But information should be open. 

SAH: We’re a commun-al unit —an urban nomadic tribe. 
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WALLINGFORD RIEGGER 


Wallingford Riegger 


This past April 29 marked the one hundredth anniversary of the birth of a little-known 
American composer: Wallingford Riegger. Awareness of the artist usually does not 
extend past the clique of other American composers such as Hen ry Cowell, Elliot Carter, 
and Aaron Copeland in particular. Historical information about Riegger is at best scarce 
in its availability, with an occasional recording by Stowkowski or Jorge Mester to be 
found. 

Why should the music of this man be rescued fromaliteral oblivion? Because within his 
over forty opus works he displayed a fantastic amount of variety,andhe cannotbe found 
to be boring. Riegger studied abroad early in his career with thenoted pedagogue Percy 
Goetschius, the “‘canon-hound” of Stuttgart. Here, Riegger learned a command of the 
traditional forms of composition (the fugue, species-counterpoint, etc.). But upon his 
return toAmerica he adopted apartial useof Schoenberg’stwelve-tone method (twelve- 
tones related only to each other); he was one of the first American composers to do so. 

If we begin with the composer’s opus #1, the piano trio, wesee astyle evolving that can 
already be contrasted with the later works “Dichotomy” and the third symphony. The 
piano trio consists of a sort of late-romantic thematic approach, with heart-wrenching 
piano forays and sweet, singable, bold melodies. An unexpected accomplishment for an 
Opus #1. 

Riegger was by no means what can be called a “long haired” composer —he had a 
sense of humor, and tried to emulate this in some of his music, as well as to his students. 
When he adopted the use of the twelve-tone methodin “Dichotomy,” he didnot usethe 
technique in its pure form. He freely inserted the device where and when he felt like it, 
believing that the expression of the individual was more important in the end than the 
technique. Program noted for the work (opus #12) read: A,B tone rows, tone rows 
inverted, and backwards. The frequently recurring attack-groups make the score easy to 
follow...at least part of the way. Early on, we can notice the rhythmic motif which is first 
staed in the strings, and later “imitated” in the pianos. Again, tone color makes its 
presence felt through the varied uses of orchestral effects —ie pizzicatto, aural 
satruration, and towards the very end of the piece, we can observe the sporadic 
occurence of drum blasts (not far removed from Charles Ives’ “Central Park in the 
Dark”). The background is always of a kinetic nature. 

Riegger’s third symphony opens with a drum roll introduction, followed by a three- 
note string section plungeintoadramawhich continuesin the woodwinds. Soon the bass 
intervenes, with the brass signaling frequently returning counter-blasts. Riegger again 
achieves a great sense of emotive force; and by the time the piece ends we are struck by 
his own “sheets of sound.” 

The “Study for Flute Alone” can stand by itself in that here the composer puts into 
action his conception of a 36-tone row, believing that octave pitches are theoretically 
(and realistically) not the same. In Riegger we see an original mind which, like those of 
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Bartok, Webern, and Varese, proved incapable by itself of supporting a household. The 


three composers just mentioned all died in a condition of relative poverty, but we find 
Riegger in later life composing “elevator music” for the many commissions he received 
—he often used false names, as the composer probably realized whatan insultsuch work 
is to the human creative impulse. Unsuspecting dentist office patients had no cognition 
that the music they were having their teeth capped to was actually written by the 
composer of “Dichotomy” —the “Dean of American Composers,” Wallingford Riegger. 

Our unsung spirit whose full genius we today have only a part of, died in 1961. There 
will surely not be the hubbub for Riegger’s birthday celebrations that there is for the 
Bach-Handel parties; however this composer was quite content to live without the fame 
that a younger generation of composers would fight over —he subsisted on the sheer 
merit of his work. Wallingford Riegger was a native creative spirit, and as such his works, 
which were his very heart, deserve to be re-heard and re-examined by scholastic minds, 
down to the very last note. 

Happy Birthday, Wallingford Riegger. 
—Glen Flax 
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